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The Lonja of Palma de Mallorca is a late medieval building built in the gothic style ( fig. 1 ). Lonja in Spanish means "exchange", and as its name suggests, the Lonja served as a stock exchange mainly for merchants engaged in maritime trade. Construction was carried out throughout the first half of the fifteenth century under the supervision of the architect Guillem Sagrera. The Lonja's importance lies in the fact that it set new standards for Mediterranean trade architecture in terms of its design and aesthetics and consequently different aspects of the building were copied and appropriated. The Lonja of Valencia, built between 1482 and the middle of the sixteenth century, serves as a conspicuous example as it clearly attempts to imitate the Lonja of Palma. 1 The patron of the Lonja of Palma was the Colegio de mercaderes or the local merchant guild. 2 In 1409, the merchants of Palma petitioned to Martin the Humane, King of Aragon, asking his permission "to build a Lonja that will ennoble the merchant profession and the whole city." 3 Due to the identity of its patron and its innovative character, the Lonja provides a rare opportunity to examine the manner in which architecture of trade expresses, or better put, negotiates, the identity or self-perception of the fifteenthcentury merchant class.
The departure point of this paper is the tension engendered between a widely spread modern conception regarding the merchant class and an observation made by a sixteenthcentury Emperor. In the eyes of many prominent historiographical studies, fifteenth-century merchants are cast as the forerunners and "heroes of self-centered modernity," humanism and individualism. 4 The rise of the merchantclass, among other things, marks the birth of free individual spirit and the beginning of a long trajectory leading away from the alleged rigid religiosity and conformity of the Middle Ages. Such a view may find justification in the sculptural decoration of some late medieval or early modern buildings associated with merchants. The Bourges palace of Jacques Coeur -a fifteenth-century prominent and wealthy French merchant -features motifs alluding to Jacques' trade with North Africa and the Levant, including among other things, a magnificent ship, monkey and negroids. And in the Lonja of Valencia, profane motifs, many of them focus on buttocks, no less, are profuse ( fig. 2) .
However, the Lonja of Palma is different. To understand its difference it is perhaps best look at the Lonja through the eyes of the Holy Roman Emperor Charles V. In 1541, Charles set sail to capture the city of Algiers from the Ottomans.
On its way to North Africa, the fleet anchored in the bay of For the well-traveled and well-educated emperor, then, the Lonja seemed like a church. The church-like appearance of an important building commissioned by the merchant guild contrasts with the view of merchants as a driving force of "secularism". I would like to show that this contradiction could be reconciled by carefully examining the Lonja's architectural sculpture.
THE CORNERS SCULPTURES
One of the items listed in the contract signed between the merchant guild and Guillem Sagrera in 1426 is concerned with the sculptural decoration of the new building: Why the merchant guild made these particular iconographic choices? Why St. Nicholas, St. John, St. Catherine and St. Clare, and not other religious or secular figures? The key to the answer lies in the wording of the contract itself. The merchants took care to state the position of each sculpture in relation to a particular landmark. By doing so, the merchants linked each statue with a landmark by means of imaginary vectors. I will now examine the rationale underlying each link in more detail.
St. John
The most evident connection, as well as physically the shortest vector, is the one between the statue of St. John the Baptist ( fig. 3 ) and the church of St. John the Baptist (red vec-tor on fig. 4 ). The church of St. John was a s s o c i a t e d with the Knights Hospitaller, frequently referred to in the fifteenth century as the Knights of Rhodes. The church, which gave its name to the eponymous city gate facing the "moll" (the pier), is located across the street, east to the Lonja. The Hospitaller church of St. John the Baptist served as the meeting place of the guild before the construction of the Lonja, hence its importance to the merchants. 
St. Nicholas
Of the four corner statues, the statue of St. Nicholas is the only one that did not survive. It was mysteriously stolen in the nineteenth century and shipped to Genoa by a boat, its traces lost. 9 The contract states that St. Nicholas should be placed at the corner facing the Portopí. The significance of the Portopí to the merchants of Palma is exemplified by one of the more famous painting from Majorca, the retable of Sant Jordi by Pere Niçard (fig. 5) which was painted around 1470 not too long after the Lonja was already standing. 10 The retable shows at the foreground St. George killing the dragon. Behind them, an unidentified noble damsel watches the scene. Further to the back, a port city is portrayed. This portrayal is of significant historical value since it provides a rare and relatively accurate representation of the bay of Palma and its port in the fifteenth century even though Pere Niçard applied the Flemish style, in which he was versed, to the depiction of the Mediterranean city. Protruding into the bay, right beneath a windmill, one can see a low fortified structure. The road between this low tower and the city gate is busy with people going out of and into the city. This is most probably the "moll", or the pier leading to the St. John Gate (compare with the low tower on the pier in Antonio Garau map of 1644, fig.4 ). The Portopí is shown The fact that most of the big merchant ships anchored in its area demonstrates that the Portopí was the major port of Palma. 11 Palma's port authority, the guardinant del port, ordered ships to withdraw to the Portopí because there ships could have been sheltered and protected by means of defensive towers and a boom. It is no surprise then that the merchant guild wanted to "connect" its newly built headquarters -the Lonja -with the port -the center of maritime trade (blue vector on fig. 4 indicates the general direction of the Portopí, however the Portopí itself is not included in Garau's map). Moreover, In Pere Niçard's Sant Jordi, the building adjacent to the four towers of Portopí is a church that served the seamen, merchants and port workers. The church, which was destroyed in the nineteenth century, was dedicated to St. Nicholas, and was called Sant Nicolauet Vell de Portopí to differentiate it from the church of St. Nicholas within the city walls.
The statue of St. Nicholas, then, substantiated the imaginary vector between the Lonja and Palma's major port by means of its position on the western corner of the building facing the Portopí; the fact of St. Nicholas being the patron saint of merchants and sailors; and also by hinting to the Saint's church at the port. 
St. Catherine
The statue of St. Catherine ( fig. 7 ) was placed at the corner that, according to the contract, watches over the Drassana. The Drassana in Catalan is a ship-or boatyard and indeed the square bearing that name, about 200 feet northwest of the Lonja, served as such. A shipyard is of course directly related to trade and mercantile interests. However, to judge by the square's relatively small size and by the square's depiction in the map of Antonio Garau, the Drassana in Palma was intended for small boats rather than for the bigger merchant ships. In addition, there is apparently nothing in the Drassana to connect it with St. Catherine. And as we saw in the two previous cases -that of St. John the Baptist and that of St. Nicholas -the statues were intended to point toward structures bearing the saints' name. The city gate of St. Catherine is located a little bit further to the northwest of the Drassana. The gate marked the start of the main road connecting the city and the major port -the Portopí. Furthermore, following a vow he made during a shipwreck, a wealthy merchant named Ramon de Salelles founded in 1343 the Hospital of Santa Catalina dels Pobres outside the city walls next to the road leading to the Portopí. The hospital's primary function was to serve poor sailors.
14 Therefore, the statue of St. Catherine The building of the Lonja is coextensive with the economic transformation that placed wool and textile at the core of Majorcan mercantile activity. Emperor Maxentius sentenced St. Catherine to death by a spiked wheel that broke as soon as the saint touched it. The wheel became an attribute of St. Catherine and as a result she became the patron saint of craftsmen working with a wheel, spinners among them (a wheel is shown on the side of the Lonja's St. Catherine as well, see fig. 7 ). It was only natural that the merchants of Palma sought to pay homage to the patron saint of the industry that provided them with a major source of income.
St. Clare
The saints' statues meant to point to structures bearing their name. However, the language of the contract does not always disclose the structure's identity. Instead, the layout of the statues assumes that a beholder familiar with the Palma's urban setting will be able to realize the statue-structure connection based on the general direction and the identity of the given saint. Such is the case with the statue of Santa Clara ( fig. 8 ) which the contract states should face the "Castell Reyal" or the Almudaina. Nevertheless, the monastery of the Santa Clara is located further to the east of the Lonja in the general direction to which the statue of St. Clare points and the name of the saint and the name of the institution match. 16 Yet why did the merchants choose to symbolically connect the Lonja and the convent of the Poor Clares?
The altarpiece of the previously mentioned port church of St. Nicholas of Portopí has survived and is now on display at the Museu de Mallorca (fig. 9 ). The altarpiece shows St. Nicholas at the center with six hagiographic scenes from his life. 17 To his right, St. Nicholas is flanked by St. Anthony and to his left by St. Clare of Assisi -the founder of the Poor Clares. The depiction of St. Clare next to the patron saint of merchants on an altarpiece from a port church suggests that St. Clare was of special importance to the merchants of Palma.
The Poor Clares in the Crown of Aragon were particular attractive for women with mercantile background. For example, around 1236, two such women -Berenguela of Antich and Guillerma of Poliña -founded the monastery of Santa Clara in Barcelona, (initially dedicated to Sant Antoni).
18 More specifically, we know that at least one prominent merchant was associated with the convent of Santa Clara in Palma at the beginning of the fifteenth century. Clara and inside it a tomb for himself and members of his family. 20 Sixty nine parchments which document the professional activity of Bartomeu and his eponymous son are now part of the monastery's archive. 21 The twisted columns supporting the vault cones are one the Lonja's most conspicuous hallmarks ( fig. 10) . The columns resemble ropes. In the Lonja of Valencia, the columns are even further modeled as ropes showing "strands" exposed towards the base (fig. 11 ). Ropes were a trademark of ships, and therefore, a sign referring to the merchants' maritime activities. More realistic representations of ropes are carved on a ceiling boss in the Lonja of Valencia ( fig. 12 ) substantiating the validity of such symbolical reading. Not long after their incorporation in the Lonja, the Manueline style made profuse use of carved ropes as an architectural ornament symbolizing maritime activities. The columns may allude also to the importance of the wool industry as they may represent the spinning of fibers. In the Llotja de la Seda (silk) in Valencia, the reference is more explicit since the art of silk production was called l'art de torzedor -the art of twisting.
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Considering the strong association between the Poor Clares and the merchants, the remarkable columns may have carried additional symbolical meaning. The columns do not only represent ropes but they are also vertical. In the Late Medieval imagination, vertical ropes evoked a very common image, that of the Franciscan cord. The Poor Clares wore such cord as well and the cord was one of St. Clare main attributes as can be seen in the corner statue of the saint and in the altarpiece from the church of St. Nicholas of Portopí (figs. 8-9). The Franciscan cord was employed as an architectural element and decorative motif in the late fifteenth-century palace of the Velasco family in Burgos, popularly known as Casa del Cordón (a literal reference to the Franciscan cord embellishing its façade). 23 Later on, in the sixteenth century, the motif gained popularity in Latin America, as can be seen in the Casa del Cordón, Santo Domingo and the posa chapels of the Convent of San Miguel de Huejotzingo, Mexico. Interesting enough, in the Divine Comedy, the Franciscan cord fluctuates between religious and secular domains. In Canto XVI of the Inferno, Virgil borrows Dante's Franciscan cord "to use as an enormous fishing line for catching the monster Geryon."
24 The Lonja's 
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THE POLITICAL CONTEXT
The four corner statues of St. John, St. Nicholas, St. Catherine, and St. Clare transgress their iconographical function and serve as topographical pointers highlighting urban landmarks that held particular value for the merchants. The configuration of the statues is thus site-specific, and more so city-specific, and cannot function in the same fashion in any other place. Such an act of "pointing to" creates a topographical network, circumscribes territories, and as result generates an imaginary map that forms only a slice of the city's geographic reality. It is, therefore, an act that aims at introducing hierarchy into the urban fabric by highlighting certain structures and districts while disregarding others, and by placing the Lonja at the nexus of that imaginary map as its very author. The question is what motivated the merchants to pursue such a strategy of differentiation.
Towards the end of the fourteenth century, the political, social, and economical situation in Majorca became more and more unstable. The events of 1391, most notably the pogrom, accentuated social strife and led to considerable political reconfigurations. 26 After 1391, the political map was largely divided into two. On the one hand, the Aragonese faction which represented the interests of the aristocracy, and on the other, the Mallorcan faction which was supported by more "popular" elements. The conflict between the two defined political life in the island. Classes were not necessarily wholly associated with one faction or the other, as was the case with the merchants who were members of both factions. However, classes tended to disregard the dichotomous political divide when the interests of the class were at stake. Both "aristocratic" and "popular" merchants, for instance, voted almost in unison on certain financial issues. 27 Therefore, parallel to the formation of the bipartisanship, classes sought further cohesion in social and political matters. 28 Against this unstable and contentious climate, political factions and social classes sought to fortify capital and buttress interests at the expense of their rivals. In short, the situation in Majorca was one of partisan politics anchored to a large degree in class consciousness.
The case of the corner statues demonstrates that the merchants subscribed to this type of politics, as they were concerned with asserting ownership, making territorial claims and identifying allies. Moreover, as Joan Domenge i Mesquida suggested, the plan of the Lonja was probably influenced by that of the tour maubergeon, the donjon of the Palais de Justice of Poitiers (Guillem Sagrera likely witnessed the contemporary reconstruction of the palace by Guy de Dammartin, the Duke of Berry's architect). 29 In many respects the Lonja resembles a keep (in addition to its resemblance to a church) with its four corner towers, square plan, overall robustness, and conspicuous crenellations. These fortification elements contribute to the sense of the Lonja being a manifestation of the merchants' effort to secure, fortify, and buttress assets in view of confrontational and tensed politics.
The differentiation or entrenchment strategy of the merchants could be interpreted also as an act of defiance whose target was particularly the King of Aragon and his deputies. Hostility towards the king grew stronger in Majorca during the first decades of the fifteenth century. In 1401, King Martin the Humane even deposed and replaced the elected jurats. 30 Martin died in 1410 leaving no legitimate descendants. In the ensuing succession struggle, many Mallorcans, especially those belonging to the "popular" party, supported the candidacy of James II, Count of Urgell. When Ferdinand of Antequera was finally elected as a king in 1412, he ordered the island's lieutenant to arrest prominent Mallorcans who, fearing royal prosecutions, planned on leaving the island. 31 Thus, it is no surprise that none of the corner statues point to the Almudaina -the royal palace and the seat of the King's representatives -despite its importance and adjacency to the Lonja. The royal outposts were purposefully ignored. Interestingly, St. Catherine was known for defying emperor Maxentius who eventually ordered her torture and execution. At the Lonja, her statue is shown trampling a vanquished king under her feet ( fig. 7) . Moreover, The language of the contract pays lip service to the king by stating that St. Clare should face the Almudaina, but in reality, and perhaps even subversively, it points to the convent of Santa Clara. Still in the contract, the merchant guild dictates that a statue of the Virgin should be placed over one of the two main portals and an angel -the merchants' emblem-over the second. 32 Once again directions are specified -the statue of the Virgin should face the Alm u d a i n a . However, the actual portals are reversed. It is the angel of the merchants rather than the Virgin that faces the Almudaina (fig. 13) . The vane that topped the highest tower of the Almudaina may explain this unplanned change of orientation ( fig. 14) . The vane was in fact a statue of an angel that was one of the most known features of the city of Palma. The vane-angel was the source of the tower's name -la torre del ángel. Due to their height, the tower of the angel together with the cathedral's campanile offered the first view of the city to mariners approaching the port.
33
The tower of the angel became the symbol of the Almudaina and as result a symbol of royal power. 34 The post-contract decision to place the "angel of the merchants" on the side facing the "royal" angel could be read as a mise-en-scène of a duel between the two. The angel, defender of trade and tradesmen, challenges the royal angel over the political dominance of the city.
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The tension between Emperor Charles V's description of the Lonja as a church and the modern conception of the merchants as forerunners of secularism is resolved, then, by realizing that the merchants employed such religious imagery as the corner statues not just for religious purposes, but also as symbolical topographical pointers. By doing so the merchants employed cartographic thinking to transform religious iconography into a potent political tool. Majorca was the home of one of the most important and advanced cartographic schools in the Late Middle Ages, and therefore, it was only natural, that the merchants of Palma were aware of the power of maps to make political arguments. . 35 According to the contract, the three statues of the angels were supposed to be accompanied by the royal coat of arms and the city's coat of arms. There are no traces of these coats of arms which means they were either lost or never realized. If the latter is true then the decision not to place the royal coat of arms next to that of the city might be read as an act of defiance against royal power as well. 
